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Accentuation in the technique of the Vedic poets 
 
ALEXANDER LUBOTSKY 
 
 1. The role of accentuation in the Vedic poetics has never been investigated. Handbooks 
and studies on the metre and versification of the Rgveda (RV) only mention that accents have no 
impact on the metre. This is certainly correct, but poetics has more aspects than merely metre. 
Vedic Sanskrit had pitch accent, and a sequence of accents represented an accentual contour, a 
“melody”. By repeating or varying this melody poets could create different effects. The aim of 
this article is to demonstrate the relevance of accentuation for the technique of the Vedic poets. I 
shall first give a short account of Vedic accentuation and metre, followed by a survey of 
accentual poetical devices on the basis of examples taken from the second Mandala of the RV. 
Finally, I shall analyze four Indra-hymns of this Mandala, viz. 2.12 – 2.15. 
 
 2. Vedic accentuation is known from accentuated manuscripts, grammatical treatises and 
modern recitation. Vedic accent was a pitch accent. The main accent of a word is termed udtta 
`raised' or `rising' by Pnini. The pitch of the syllable immediately following the udtta is called 
svarita and is described by Pnini as a combination of udtta and anudtta `not raised', which is 
the term Pnini used for the other syllables. The svarita is thus a non-autonomous falling accent, 
marking the transition from a high to a low syllable. The svarita becomes an independent accent 
when the preceding udtta syllable is lost through contraction (e.g., suvar > svar). Independent 
svaritas in the RV are rare because contractions are generally of a later date.1 The syllable 
preceding the udtta or independent svarita was pronounced lower than the others and is termed 
by Pnini sannatara `lower'.2 
                                               
1 In the oldest parts of the RV the contraction of -iy V- to -yV- is only attested with the preverb abhi, e.g. 2.26.1b 
abhy asat. The independent svarita further occurs in neuters of adjectives in -ya- = -iya-, e.g. asurya- adj. 'of the 
Asuras', which must be pronounced in four syllables (asuriya-), but neuter asurya- in three syllables (cf. Seebold 
1972: 243ff). It is unclear how to account for this phenomenon. For the phonetic realization of these cases cf. below. 
 
2 From the description of the Vedic accentual system by Pnini and the Prtiskhyas it follows that the udtta was a 
rising accent and not just high, as is often suggested. This is confirmed by the accentual marks of the manuscripts, 
which mark the sannatara by a horizontal stroke below the line and mark the udtta or the svarita by a vertical stroke 
above the line. The fall of the pitch (sannatara) before the main accent (udtta or independent svarita) was essential 
for the correct understanding of the text, and in the sequence kakaka the middle syllable is a sannatara and not 
svarita. For more information on the Vedic accents and their realization in modern recitation I refer the reader to 
Howard 1986. 
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 It follows that if we know the place of the main accent (udtta), the assignment of the 
other accents is automatic (except for a few cases of the independent svarita). Writing “A” for an 
accented syllable and “a” for an unaccented one, we can represent the accentual contour of a 
verse as a sequence of these two symbols, e.g. 
 
2.14.6c yo varcinah satam indrah sahasram        AaAaaAAaaAa 
 
For the independent svarita I shall use the symbol “S”. 
 
 3. Vedic metre is based on a syllabic principle, being determined by the number of syl-
lables in a pda (verse) and by the number of pdas in a stanza. The most common metres of the 
RV are tristubh (4 pdas of 11 syllables), jagat (4 pdas of 12 syllables), gyatr (3 pdas of 8 
syllables) and anustubh (4 pdas of 8 syllables). In metres containing four pdas, pdas a and b 
and pdas c and d form a hemistich. The structure of a pda is based on the sequence of long and 
short syllables. Long are syllables containing a long vowel, a diphthong or a short vowel follow-
ed by two or more consonants. The other syllables are short. There is a tendency towards a 
iambic rhythm, i.e. the even syllables are mostly long, but only the rhythm of the end of a pda is 
fixed. The end of a pda with the fixed rhythm is called `cadence' and comprises the last four 
syllables of pdas of 8 and 11 syllables and the last five syllables of pdas of 12 syllables. The 
quality of the final syllable of a pda is anceps. Pdas of 11 or 12 syllables have a caesura after 
the fourth or the fifth syllable. 
 The metre of the RV shows that the original text had sometimes more and sometimes less 
syllables than the text we now have. Restoration of extra syllables is possible in several cases: re-
storation of a late contraction (e.g. *-ah a- for -o '-), restoration of *-CRR- for -CR- (e.g. *-Ciy-, 
*-Cuv- for -Cy-, -Cv-), restoration of a hiatus within a long vowel or diphthong. Pdas with too 
many syllables are rare: the metre shows that in junctures - r- contraction to -ar- took place, 
whereas we find uncontracted -a r- in the text; moreover, some -iya- and -uva- sequences must 
be read -ya- and -va-. 
 The text below will be presented in the metrical form, i.e. divided in pdas, with the 
caesura indicated by a comma, with necessary omissions and restorations. Vowels to be omitted 
are put in square brackets (e.g. bh[i]yasam), contractions of - r- to -ar- are written -a r-. Vowels 
to be restored are written in the superscript (e.g. sriyah), in round brackets (e.g. sise (a)y), or 
with a dash (e.g. vrs-ajani for vrsjani). 
 
 4. The accentual contour of a pda will thus appear as a sequence of symbols “A” and 
“a”. For the sake of brevity I shall use the term “melody” for any sequence of accents within a 
pda. As a syllable can be either accented or unaccented, a pda of 12 syllables can theoretically 
have 212 = 4096 melodies, but there are several restrictions. First, every pda has at least one A 
because the vocatives and the finite verbs of principal sentences, which are normally unaccented, 
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are accented when they stand at the beginning of a pda. This also means that long sequences of 
unaccented syllables at the beginning of a pda are rare. For instance, in Mandala II we find four 
consecutive unaccented syllables in this position only three times (2.9.1d sahasrambharah, 
2.13.11a supravcanam, 2.32.5d sahasraposam). Secondly, as a word has normally one accent, 
sequences of several consecutive accented syllables are rare although there is no theoretical 
restriction. In Mandala II the longest sequence is four (occurring only three times), but in 
Mandala X I also found sequences of five consecutive accented syllables (10.55.6c yac ciketa, 
satyam it tan na mogham; 10.71.9a ime ye nrvn, na paras caranti). 
 
 5. Accentuation was used by the Rgvedic poets in several ways. In this section I would 
like to illustrate a number of the most common poetical devices. All examples are taken from the 
second Mandala. 
 
 A. PA DA LINKING. 
 The accentual contour of pda, its melody, is often repeated in another pda of the same 
stanza, linking these pdas, as it were. Repetition of the melody of the whole pda is rare, but 
repetition of long sequences is very frequent. The question is when is repetition significant and 
intentional. At first it is always guesswork. For metres of eleven or twelve syllables (tristubh and 
jagat) I have normally considered repetition of sequences of at least seven accents as significant. 
The sequences of seven accents or more which are repeated are underlined in all examples. 
However, repetition of shorter sequences can be relevant too if these sequences are unusual (for 
examples see below). I have left out of consideration hymns written in metres of eight syllables 
(gyatr and anustubh) because in shorter pdas repetition of shorter sequences was used and 
during the first analysis it is often difficult to tell whether or not repetition is due to chance. 
 We begin with a rather extreme example from hymn 2.27: 
 
2.27.13a    sucir apah, syavas adabdha  AaaAaAaaAaa 
 b    upa kseti, vrddhavayh suvrah /  AaaaaAaaaAa 
 c    nakis tam ghnantiy, antito na drd AaaaaAaaAaA 
 d    ya ditynm, bhavati prantau // AaaAaAaaAaa 
 
2.27.14a    adite mitra, varunota mrla  AaaAaAaaAaa 
 b    yad vo vayam, cakrm kac cid gah / AaaAaaAAaAa 
 c    uru v asym, abhayam jyotir indra aAaaAaaAaaa 
 d    m no drgh, abhi nasan tamisrh // AaaAaAaaAaa   
 
 
 
 
4  ALEXANDER LUBOTSKY  
 We see that the melody of pdas a and d of both stanzas is identical. Moreover, pdas b 
and c are linked, too: in st. 13 a sequence of eight accents is repeated3, in st. 14 a sequence of 
seven accents. In order to save space, I shall sometimes use formulaic notation. Linking in st. 14, 
for instance, can be written in a formula a1d1x11, b1c2x7, which must be read as `two identical 
sequences of eleven accents in pdas a and d, to count from the first syllable of a and the first 
syllable of d; two identical sequences of seven accents in pdas b and c, to count from the first 
syllable of b and the second syllable of c.' 
 Here we see linking of pdas ad and bc, but the other combinations are just as frequent. 
The following example illustrates pda linking ab/cd (a1b1x7, c1d2x10). An alternative analysis 
would be b4c2d3x8, i.e. a common sequence of eight syllables in three pdas. 
 
2.28.7  a   m no vadhair, varuna ye ta istv  AaaAaaaAaaA 
 b   enah krnvantam, asura bhrnanti / AaaAaaaaaAa 
 c   m jyotisah, pravasathni ganma  AAaaaaaAaaa 
 d   vi s mrdhah, sisratho jvase nah // AAAaaaaaAaa 
 
 As stated above, I considered repetition of sequences of at least seven accents significant, 
but there are sequences of five accents which are so rare that their repetition within a stanza 
cannot be considered accidental. Cf. the following example: 
 
2.26.1  a   rjur ic chamso, vanavad vanusyato aAAAaaaaaaaA 
 b   devayann id, adevayantam abhy asat / aaAAAaaaaaSa 
 c   suprvr id, vanavat prtsu dustaram aaAAaaaaAaAa 
 d   yajved ayajyor, vi bhajti bhojanam // AAAaaAaaaAaa 
 
 It is hardly open to doubt that occurrence of three sequences of three consecutive 
accented syllables within one stanza is intentional, the more so because pda a of st. 3 of this 
short hymn of four stanzas has two more of these groups, cf. 
 
2.26.3a  sa ij janena, sa vis sa janman  AAAaaAaAAAaa 
 
 B. INTERRUPTED SEQUENCES. 
 The repeated sequences can sometimes be interrupted, i.e. one accent in the middle of a 
sequence does not match, cf. 
 
                                               
3 I am aware of the fact that the last accents of these sequences do not match: in pda b it is anudtta, whereas in 
pda c it is sannatara. In the beginning I chose for a formal approach and made no difference between “a”s. We do 
not know whether the poets themselves made this difference, and the final results will not significantly be affected 
by this negligence anyhow because this concerns only a few cases of the first and the last accent of a sequence. Later 
we can always refine the analysis. 
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2.34.12a   te dasagvh, pratham yajn~am hire AAaaaaAaAaaa 
 b   te no hinvantu-, -usaso viyustisu / AaaaaaAaAaaa 
 c   us na rmr, arunair apornute  aAAaAaaAAaaa 
 d   maho jyotis, sucat goarnas //  aAAaaaaAAaaa 
 
 We here find almost identical melody in pdas a and b, on the one hand, and in pdas c 
and d, on the other. In the first two pdas only the accent of the second syllable does not match, 
in the last two pdas only the accent of the fifth syllable is different. 
 Yet another example of the same linking is 2.24.1, where we find a2d1x11 and two 
identical sequences of five accents in pdas b and c: 
 
2.24.1  a    semm aviddhi, prabhrtim ya sise AAaaaAaaAAaa 
 b    (a)y vidhema, navay mah gir / aAaaaAaaaAaA 
 c    yath no mdhvn, stavate sakh tava AaaaAAaaAaAa 
 d    brhaspate, ssadhah sota no matim // AaaaAaaAAaaA 
 
 C. HEMISTICH LINKING. 
 This is a variant of pda linking when the beginning of pdas a and c and the end of 
pdas b and d have the same melody, i.e. the beginning and the end of both hemistichs is identic-
al, cf. 
 
2.2.2    a    abhi tv naktr, usaso vavsire  aAaAaaAaaaaa 
 b    (a)gne vatsam na, svasaresu dhenavah / AaaAAAaaaaAa 
 c    diva ived, aratir mnus yug-  aAaAaaAAaaaA 
 d    - ksapo bhsi, puruvra samyatah // AAaaaaaaaaAa 
 
 In a fairly common variant of hemistich linking, the melody of the final pda is shifted 
one syllable to the right, cf.: 
 
2.35.7  a   sva  dame, sudugh yasya dhenuh AAAaaAaAaaA 
 b   svadhm ppya, subhu v annam atti / aAaaaaAAaaa 
 c   so [a]pm napd, rjayann apsu v antar AAAaaAaaAaA 
 d   vasudeyya, vidhate vi bhti //  aaAaaaaAAaa 
 
 D. ACCENTUAL MOTIFS. 
 In several stanzas repetition of an accentual motif of five or six accents seems more 
essential than pda linking. For instance, in st. 4-6 of hymn 2.36, the motif AaaAaa is repeated 
three or even four times in every stanza (this motif is printed bold, pda linking is underlined, as 
usual): 
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2.36.4  a     vaksi devm, iha vipra yaksi ca-  AaaaAaAaaAaa 
 b    -usan hotar, ni sad yonisu trisu /  aAaaAaaAaaaA 
 c    prati vhi, prasthitam somiyam madhu  AaaaAaaaaAAa 
 d    pibgndhrt, tava bhgasya trpnuhi //  AAaaAaaAaaaa 
 
2.36.5  a    esa sya te, tanu vo nrmnavardhanah  aAAaaAaaaAaa 
 b    saha ojah, pradivi bhuvor hitah /  AaAaaAaaaAaA 
 c    tubhyam suto, maghavan tubhyam bhrtas AaaAaaaAaAaa 
 d    tuvam asya, brhmand  trpat piba //  aAaaAaaAaAaa   
 
2.36.6  a    jusethm yajn~am, bodhatam havasya me aAaaAAaaAaaa 
 b    satto hot, nividah prviy anu /   aAAaaAaaaAAa 
 c    acch rjn, nama etiy vrtam   AaAaaAaaaaAa 
 d    prasstrd , pibatam somiyam madhu //  aaAAaaaaaAAa 
 
 For further examples of accentual motifs see  6 below. 
 
 E. ACCUMULATION OF ACCENTED SYLLABLES. 
 Sometimes we find several, mostly consecutive pdas with many accented syllables. The 
average number of accented syllables per pda is approximately 3,5 in tristubh and 4 in jagat, so 
that occurrence of five and more accents in a pda may be considered as marked. In hymn 2.4, 
consisting of nine stanzas and written in tristubh, pdas 5d and 6a have six accents, then follow 
three “normal” pdas and then a pda with seven accents, cf. 
 
2.4.5   d   jujuruvm, yo muhur  yuv bht // aaaAAAaAAaA 
      6    a    yo van, ttrsno na bhti  AAAaaaaAAAa 
 b   vaar na path, rathiyeva svnt /  aAAaAAaaaaa 
 c   krsna adhv, tap ranvas ciketa  aAaaAaaAaaa 
 d   diyaur iva, smayamno nabhobhih // aAaaAaaaAaa 
      7    a   sa yo viy asthd, abhi daksad urvm AAAAaaAAaaA 
 
 It seems to me that what is essential here is not pda linking but the accumulation of 
accented syllables which creates a special effect. 
 
 F. ACCENTUAL RHYME. 
 Rhyme as a device for linking pdas is rare in the RV, and accentual rhyme is rare, too. 
Nevertheless, there are some interesting examples of it. Consider the beginning of hymn 2.31: 
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2.31.1  a   asmkam mitr,varunvatam ratham aAaaaaaaaaAa 
 b   dityai rudrair, vasubhih sacbhuv / aaAaAAaaaaAa 
 c   pra yad vayo na, paptan vasmanas pari AAAaAAaAaaAa 
 d   sravasyavo, hrsvanto vanarsadah // aaAaAaaaaaAa 
 
(Note the interrupted sequence in pdas b and d and seven accented syllables in pda c.) All 
pdas of this stanza end in aaAa, but we could ascribe it to chance if stanza 5 of the same hymn 
did not have the same accentual rhyme: 
 
2.31.5  a   uta tye dev, subhage mithdrs-  aAAaAaAaaaAa 
 b   -ussnakt, jagatm apjuv /  aAaAaAaaaaAa 
 c   stuse yad vm, prthivi navyas vaca aAAaaaaAaaAa 
 d   sthtus ca vayas, trivay upastire // aAaAaAaaaaAa   
 
Moreover, this accentual rhyme is attested in pdas bd of st. 2, pdas bc of st. 3 and pdas ab of 
st. 4. Thus, in the first 20 pdas of this hymn the accentual rhyme aaAa occurs 14 times. 
 
 G. STYLISTIC REPETITION. 
 Stylistic repetition in the Veda has been investigated in great detail by Gonda (1959). 
Gonda adduced many Rgvedic examples of different types of repetition, but as he omitted accent 
marks, he did not notice that pdas (or parts of a pda) containing repetitions are very often 
accompanied by the same accentual contour. Here are some examples. 
 
 Anaphora (repetition of words at the beginning of pdas) is rather frequent in the RV. 
The part of the pda before the caesura then often has an identical accentual contour, cf. the 
following three examples taken from hymn 2.11: 
 
2.11.4  a   subhram nu te, susmam vardhayantah aAAaAaaAaa 
 b   subhram vajram, bhuvor dadhnh / aAAaaaAAaa 
 
2.11.6  a   stav nu ta, [indra] prviy mahniy AaAa[aa]aaAaAa4 
 b   uta stavma, ntan krtni /  aAaaaAaaaAa 
 c   stav vajram, bhuvor usantam  AaAaaaAaAa 
 d   stav har, sriyasya ket //  AaAaAaaaaA 
 
2.11.14a   rsi ksayam, rsi mitram asme  AaAaAaaAaA 
2.11.14b   rsi sardha, indra mrutam nah /  AaAaaaAaaa 
 
                                               
4 Oldenberg (Noten ad loc.) suggested to solve the metrical problems of pda a by omitting the vocative indra as a 
late interpolation. If we do this, the accentual contours of pdas a and c become identical, which may be considered 
an additional argument for Oldenberg's solution. 
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 Epiphora (repetition of words at the end of pdas): 
 
2.34.5d   madhor madya, marutah samanyavah // AaAaaaaaaaaa 
        6a     no brahmni, marutah samanyavo AaAaaaaaaaaa 
 
 Other repetitions: 
 
2.27.11d  yusmnto, abhayam jyotir asym  aAaaAaaAaaa 
2.27.14c  uru v asym, abhayam jyotir indra  aAaaAaaAaaa 
 
 Rhyme. 
 In the following two examples the end rhyme (in the first example) or the “vowel” rhyme 
(in the second example) are accompanied by an identical melody after the caesura: 
 
2.3.6    a   sdhu v apmsi, sanat na uksite  aAAaaaAaaaaA 
 b   ussnakt, vayiyeva ranvite  aAaAaaAaaaaA 
2.13.9  a   satam v yasya, dasa skam diya aAaAaAaaAAaa 
 b   ekasya srustau, yad dha codam vitha / AaaaAAaaAAaa   
 
 Parallel stanza openings. In hymn 2.11, four stanzas have parallel openings with in  nu 
before the caesura, and in all the four cases the word preceding in nu has the accentual contour 
aAa, so that the opening has the melody aAaAA: 
 
2.11.3a   ukthesuv in nu, sra yesu ckan  aAaAAaaAaaA 
2.11.15a  viyantuv in nu, yesu mandasnas  aAaAAAaaaaA 
2.11.16a  brhanta in nu, ye te tarutra-  aAaAAAaaaa 
2.11.17a  ugresuv in nu, sra mandasnas  aAaAAaaaaaA 
 
 H. ACCENTUAL ANAGRAMS. 
 In several manuscripts which have been published only recently (Starobinski 1971), the 
great Swiss linguist Ferdinand de Saussure advanced a theory according to which several Indo-
European poetical traditions shared a common principle of composing poetry, viz. “a method of 
anagrams”. The poet first chose a key-word, e.g. a name of a god or his own name, and then tried 
to find words which contained the same sounds as the key-word. In this way, the message of the 
hymn could be expressed on two different levels: next to the explicit level there was a hidden 
second level where the key-word appeared in code, as an anagram. This theory has been 
elaborated by Toporov and Elizarenkova in several articles where they demonstrated the role of 
the anagrammatical level in the poetics of the RV (cf. Toporov 1965, Elizarenkova – Toporov 
1979, its German translation Toporov 1981). 
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 The accentual contour is a suitable device for anagrams. Below I shall discuss several 
hymns where the accentual contour of the refrain is repeated in other pdas. However, as names 
generally consist of no more than four-five syllables, it is difficult to demonstrate that a short 
motif is intentional and represents an anagram. Here I would like to give only one example. The 
first ten pdas of hymn 2.4, dedicated to Agni-, begin with aA, and it seems possible that this is a 
play on the name of the god. It is important that in the first two stanzas the name Agni- itself is 
not used in the accentual anagram. When it finally appears at the beginning of st. 3, the spell is 
broken and the play stops (cf. comparable observations about “sound” anagrams in Toporov 
1981: 239f.). 
 
2.4.1    a   huve vah, sudyotmnam suvrktim aAaaAaaaaA 
 b   vism agnim, atithim suprayasam / aAaAAaaaaAa 
 c   mitra iva, yo didhisyiyo bhd  aAaaAaaAaaA 
 d   deva deve, jane jtavedh //  aAAaaAaaAaa 
2.4.2    a   imam vidhanto, apaam sadhasthe  aAaAaaaAaAa 
 b   dvitdadhur, bhrgavo viksu v yoh / aAaaAaaaAaA   
 c   esa visvniy, abhiy astu bhm  aAAaaaAaaAa 
 d   devnm agnir, aratir jrsvah //  aAaaAaaAaAa 
2.4.3    a   agnim devso, mnussu viksu  aAaAaAaaaaA 
 b   priyam dhuh, ksesiyanto na mitram / aAaaaAaAaA 
 c   sa ddayad, usatr rmiy   AaaaaaAAaaA 
 d   daksyiyo, yo dsvate dama  //  aAaaAAaaAaA 
 
 
 6. We shall now look at a few complete hymns in order to get an impression how the 
accentual poetical devices were used in practice. For this purpose I have chosen four hymns 
dedicated to Indra (2.12-2.15). These hymns have in common that they all contain a refrain, i.e. 
several words which are repeated at the end of every stanza (in 2.14 at the beginning of every 
stanza). These refrains gave the poets an additional possibility to play with accents by repeating 
the melody of the refrain in other pdas. 
 Furthermore, the final stanza of the majority of hymns in the second Mandala ends with 
the pda brhad vadema vidathe suvrh “May we, with our valiant sons, out-talk (our rivals)” 
(for the translation see Kuiper 1974: 131). This final pda is characteristic for the poets of this 
Mandala, which belong to the Grtsamada family, and is their “seal” as it were (cf. Renou EVP II: 
31). Stanzas containing this “seal” link hymns together and actually stand outside the hymn 
itself. This is confirmed by the fact that these stanzas are often composed in another metre than 
the rest of the hymn. 
 The first hymn, viz. 2.12, we shall analyze in some detail, whereas the other hymns will 
be given with only short comments. 
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2.12. Tristubh. 
 This famous hymn contains the refrain sa jansa indrah `he, O people, is Indra!' at the 
end of each stanza, except for the final stanza 15, where pda d is a variant of the usual refrain of 
the second Mandala. The accentual contour of the refrain and its repetitions are printed bold, 
pda linking is indicated by underlining. It goes without saying that some of the repetitions may 
be due to chance and are not intended as such by the poets. 
 
2.12.1  a   yo jta eva, prathamo manasvn  AaAaAaaAAaa 
 b   devo devn, kratun paryabhsat / aAaAAaaaAaa 
 c   yasya susmd, rodas abhyasetm AaAaAaaAaaa 
 d   nrmnasya mahn, sa jansa indrah // aAaaAAaaaAa 
 
 The first stanza shows hemistich linking with the shift by one syllable to the right in pda 
d (see 5C above). The same accentual device we shall come across in stanzas 10 and 14. In 
analyzing repetitions of all kinds I have only considered accent sequences within a pda. If we 
pay no attention to pda boundaries and look for repetitions within a hemistich, the number of 
repetitions would increase considerably. For instance, in this stanza we also see the melody of 
the refrain AaaaAa on the boundary of pdas a and b. 
 
2.12.2  a   yah prthivm, vyathamnm adrmhad AaaAAaaaAaa 
 b   yah parvatn, prakupitm aramnt / AAaaAaaaAaa 
 c   yo antariksam, vimame varyo  AaAaaaaAAaa 
 d   yo dym astabhnt, sa jansa indrah // AAAaaAaaaAa 
 
 Pdas a and b have the same melody after the caesura, which emphasizes the parallel 
structure of these two pdas. The pda linking bd shows the same shift by one syllable to the 
right as in st. 1. 
 
2.12.3  a   yo hatvhim, arint sapta sindhn AaAaAaaaAAa 
 b   yo g udjad, apadh valasya /  AAaAaaaAaAa 
 c   yo asmanor, antar agnim jajna  AAaaaAaAaAa 
 d   samvrk samatsu, sa jansa indrah // aAaAaAaaaAa 
 
 A comparable shift is found here in pdas a and d (a1d2x9). Also pdas b and c have a 
long sequence in common (b3c2x8). 
 
2.12.4  a   yenem visv, cyavan krtni  AaAAaAaaaAa 
 b   yo dsam varnam, adharam guhkah / AAaAaAaaAAa 
 c   svaghnva yo, jigvm laksam dad aAaAaaAaAAa 
 d   aryah pustni, sa jansa indrah //  aAaAaAaaaAa 
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 Pda linking ad/bc. The final pda of this stanza repeats the melody of the final pda of 
the previous stanza. With stanza 4 ends the opening of the hymn, dedicated to the heroic deeds of 
Indra in the past. In st. 3 and 4 we see a remarkable number of sequences Aa (4 in every line) 
and the end rhyme in -Aa. It seems probable that the accentual contour Aa represents an 
anagram, the poets hinting at the melody of the name Indra-. Note also the accumulation of 
accented syllables: beginning with pda d of st. 2 we find 5-5-5-5-4-5-6-5-4 accented syllables in 
a pda. 
 
2.12.5  a   yam sm prcchanti, kuha seti ghoram AaaAaAaAaaA 
 b   utem hur, naiso asttiy enam /  aAaaAAaAaaa 
 c   so [a]ryah pustr, vija iv minti  AAaAAaaAaaa 
 d   srad asmai dhatta, sa jansa indrah // AaaaaAaaaAa 
 
 In this stanza the accentual contour of the refrain is not repeated, and there are no special 
accentual effects. Repetition of sequences of longer than 5 accents is not attested. This state of 
affairs is in correspondence with the contents of the stanza: “About whom, the terrible one, they 
ask, `Where is he?', and they say of him, `He is not there', he who diminishes the riches of a 
stranger, as gambling (?) does – believe in him, he, O people, is Indra!” In other words, in stanza 
5 Indra is in a way absent, which is emphasized by the accentual structure. 
 
2.12.6  a   yo radhrasya, codit yah krsasya  AaAaaaAAaAa 
 b   yo brahmano, ndhamnasya kreh / AaAaAaaaaaA 
 c   yuktagrvno, yo (a)vit susiprah  aAaaAaaAaaA 
 d   sutasomasya, sa jansa indrah //  aAaaaAaaaAa 
2.12.7  a   yasysvsah, pradisi yasya gvo  AAaaaAaAaAa 
 b   yasya grm, yasya visve rathsah / AaAaAaAaAaa 
 c   yah sriyam, ya usasam jajna  AAaaAaAaaAa 
 d   yo apm net, sa jansa indrah //  AaAaAAaaaAa 
 
 In stanzas 6 and 7 we see another accentual trick: yah is combined with a word of the 
structure aAa or yasya + Aa, which results in a sequence AaAa. There are three such groups in 
st. 6 and five in st. 7. This device again reproduces the accentual anagram of Indra, viz. Aa (in 7b 
it is repeated five times, which is the maximum!). Note that there is no significant pda linking in 
st. 5-7. 
 
2.12.8  a   yam krandas, samyat vihvayete  AAaaaaAaAaa 
 b   pare (a)vara, ubhay amitrh /  AaAaaaAaaAa 
 c   samnam cid, ratham tasthivms aaAaAaaaaAa 
 d   nn havete, sa jansa indrah //  AaaaaAaaaAa 
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2.12.9  a   yasmn na rte, vijayante janso  AaAAaAaaAaa 
 b   yam yudhyamn, avase havante / AAaaaAaaAaa 
 c   yo visvasya, pratimnam babhva AAaaaaAaaAa 
 d   yo acyutacyut, sa jansa indrah //  AaaaAAaaaAa 
 
 Alternatively, one could analyze pda linking as a5b5c6x6. 
 
2.12.10 a   yah sasvato, mahiy eno dadhnn AAaaAaAaAaa 
  b   amanyamnn~, charuv jaghna /  AaaaaAaaaAa 
  c   yah sardhate, nnudadti srdhym AAaaAaAaaaA 
  d   yo dasyor hant, sa jansa indrah // AAaaAAaaaAa 
 
 We find here hemistich linking. 
 
2.12.11 a   yah sambaram, parvatesu ksiyantam AAaaAaaaaAa 
  b   catvrimsym, saradiy anvavindat / aaaAaAaaAaa 
  c   ojyamnam, yo ahim jaghna  aaAaaAAaaAa 
  d   dnum saynam, sa jansa indrah // AaAaaAaaaAa 
 
 In stanzas 8-11, the pronoun yah is followed by a noun of the structure Aa(a), which 
creates a new pattern AAaa: once in st. 8, twice in st. 9 and 11, three times in st. 10. Note that 
these structures in stanzas 10 and 11 are also linked by alliteration: yah sasvato, yah sardhate, 
yah sambaram.  
 
2.12.12 a   yah saptarasmir, vrsabhas tuvismn AaAaaaaAAaa 
  b   avsrjat, sartave sapta sindhn /  aAaaAaaaAAa 
  c   yo rauhinam, asphurad vajrabhur AaaAAaaAaaa 
  d   dym rohantam, sa jansa indrah // AaAaaAaaaAa 
2.12.13 a   dyv cid asmai, prthiv namete  AaaaaaaAaaa 
  b   susmc cid asya, parvat bhayante / AaaaaAaaaaa 
  c   yah somap, nicito vajrabhur  AaaAaaAAaaa 
  d   yo vajrahastah, sa jansa indrah // AAaaaAaaaAa 
 
 The similar openings of pdas a and b are linked by the same melody. The end of pda c 
is reflected in the beginning of pda d. The same device has been used in the following stanza, 
too. 
 
2.12.14 a   yah sunvantam, avati yah pacantam AaAaAaaAAaa 
  b   yah samsantam, yah sasamnam t / AAaaAaaaAaA 
  c   yasya brahma, vardhanam yasya somo AaAaAaaAaAa 
  d   yasyedam rdhah, sa jansa indrah // AaAAaAaaaAa 
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 Stanza 14 is actually the final stanza of the hymn (st. 15 is the refrain, linking together 
different hymns of the Mandala) and has a similar melodical structure as that of st. 1. Both stan-
zas show hemistich linking and their first pdas have an identical melody. The circle is closed, 
and for the last time we come across the specific accentual devices of this hymn: repetition of the 
same melody at the end of pda a and at the beginning of pda b, yasya brahma ... yasya somo 
yasyedam forming the group AaA(a), culminating in pda c in 5 times of Aa, the accentual 
anagram of indra-. 
 
2.12.15a   yah sunvate, pacate dudhra  cid  AaaAAaaaAAa 
 b   vjam dardarsi, sa kilsi satyah /  AaAaaAAaaaA 
 c   vayam ta indra, visvaha priysah  aAaaaaAaaAa 
 d   suvrso, vidatham  vadema //  aAaaaAaAaaa  
 This stanza stands outside the hymn and contains a request for help and prosperity. We 
see two identical sequences of nine accents in the first two pdas (a1b3x9), which are 
constructed in such a way that after the sequence in pda a stands  cid (Aa), echoed in pda b 
with vjam (Aa), followed by the same sequence of nine accents. The final pda is peculiar. The 
normal refrain of Mandala II is brhad vadema, vidathe suvrh (aAaaaaAaaAa), which occurs in 
22 hymns of the total of 43 hymns of this Mandala. This refrain even occurs in hymns which are 
composed in a different metre, for instance, in the jagat hymns 1 and 2. What then was the 
reason to put a variant of this refrain in our hymn? It seems probable that through a couple of 
minor changes the poets could create a line with a sequence AaaaAa, i.e. the last allusion to the 
refrain of the hymn sa jansa indrah.  
 
2.13. Jagat, st. 13 tristubh. 
 The refrain ssiy ukthiyah `he is to be praised' occurs for the first time in stanza 2, but its 
melody (AaaAa, printed in bold face) appears already three times in st. 1. 
 
2.13.1  a   rtur janitr, tasiy apas pari   aAAaaAaaaAAa 
 b   maks jta, visad ysu vardhate /  aAaAAaaAaAaa 
 c   tad han, abhavat pipyus payo   AaaAaaaaAaAa 
 d   (a)msoh pysam, prathamam tad ukthiyam // aAaAaaaAAaAa 
2.13.2  a   sadhrm  yanti, pari bibhrath payo  aAAaaAaAaaAa 
 b   visvapsniyya, pra bharanta bhojanam /  aAaaaAaaaAaa 
 c   samno adhv, pravatm anusyade  aaAAaaAaaaAa 
 d   yas tkrnoh, prathamam ssiy ukthiyah // AAaaaaAAaaAa 
2.13.3  a   anuv eko, vadati yad dadti tad   AaAaaaaAAaaA 
 b   rp minan, tadap eka yate /   aAaAAaaAaaaa 
 c   visv ekasya, vinudas titiksate   AaAaaaAaaaaa 
 d   yas tkrnoh, prathamam ssiy ukthiyah // AAaaaaAAaaAa 
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 Pdas 2d = 3d and 3a have a common sequence of ten accents. Pdas b and c have an 
interrupted seqence of 10 accents in common. 
 
2.13.4  a   prajbhyah pustim, vibhajanta sate  aAaaAaAaaaaa 
 b   rayim [i]va prstham, prabhavantam yate / aAaaAaAaaaaA 
 c   asinvan damstraih, pitur atti bhojanam  AaaAaaAaaAaa 
 d   yas tkrnoh, prathamam ssiy ukthiyah // AAaaaaAAaaAa  
 Pda linking in the first two pdas emphasizes the rhyming structures (partly consonantal 
and partly vocalic rhymes) and offers confirmation for the unusual Verschleifung in pda b, viz. 
rayim [i]va (cf. Oldenberg, Noten ad loc.).  
2.13.5  a   adhkrnoh, prthivm samdrse dive  AaaaaaAaAaaA 
 b   yo dhautnm, ahihan[n] rinak pathah /  AaaAaaaAaaaA 
 c   tam tv stomebhir, udabhir na vjinam  AaAaaaAaAaAa 
 d   devam dev, ajanan ssiy ukthiyah //  aAaAaaaAaaAa 
2.13.6  a   yo bhojanam ca, dayase ca vardhanam  AAaaaAaaaAaa 
 b   rdrd  suskam, madhumad dudohitha /  aAAAaAaaaAaa 
 c   sa sevadhim, ni dadhise vivasvati   AaaAAaaaaAaa 
 d   visvasyaika, sise ssiy ukthiyah //  AaAaaaaAaaAa  
 The second hemistich shows two equal sequences of ten accents AaaaaAaaAa.  
 
2.13.7  a   yah puspins ca, prasu vas ca dharman-  AaAaaaAaaAaa 
 b   -adhi dne, viy avanr adhrayah /  AaAaAaAaAaaa 
 c   yas csam, ajano didyuto diva   AAaaAaaaAaaA 
 d   urur rvm, abhitah ssiy ukthiyah //  aAaAaAaAaaAa 
2.13.8  a   yo nrmaram, sahavasum nihantave  AaaAaAaaAaaa 
 b   prksya ca, dsavesya cvahah /   aAaaaAaaaAaa 
 c   rjayanty, aparivistam siyam   aAaaAaaaaaAa 
 d   utaivdya, purukrt ssiy ukthiyah //  aAAAaaaAaaAa 
2.13.9  a   satam v yasya, dasa skam diya  aAaAaAaaAAaa 
 b   ekasya srustau, yad dha codam vitha /  AaaaAAaaAAaa 
 c   arajjau dasyn, sam unab dabhtaye  aaAAaAaaaAaa 
 d   suprviyo, abhavah ssiy ukthiyah //  aaAaaaaAaaAa  
 The part after the caesura in pdas a and b contains almost identical vowels and the same 
melody. 
 
2.13.10 a   visved anu, rodhan asya paumsiyam  AAAaaaAaaAaa 
  b   dadur asmai, dadhire krtnave dhanam /  aAaaaaAaAaAa 
  c   sal astabhn, vistirah pan~ca samdrsah  AaaaaAaAaaAa 
  d   pari paro, abhavah ssiy ukthiyah //  AaaAaaaAaaAa 
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2.13.11 a   supravcanam, tava vra vriyam   aaaaAAaaaaAa 
  b   yad ekena, kratun vindase vasu /  AAaaAaaaAaAa 
  c   jtsthirasya, pra vayah sahasvato  aAaaaAAaAaaa 
  d   y cakartha, sendra visvsiy ukthiyah //  AaAaAaAaaaAa 
 
 In this stanza a variant of the refrain is used. The reason for this change remains unclear 
to me. Note, however, that the final pda of this and the following stanzas contains five groups 
Aa, an anagram of Indra-. 
 
2.13.12 a   aramayah, sarapasas tarya kam   AaaaAaaaAaaA 
  b   turvtaye ca, vayiyya ca srutim /   aAaaaaAaaaaA 
  c   nc santam, ud anayah parvrjam  aAAaAaaaaaAa 
  d   prndham sronam, sravayan ssiy ukthiyah // AAaAaAaAaaAa 
 
 There is no pda linking in this stanza because in pda a the distance between the 
accented syllables is three unaccented syllables, in pda b four, in pda c one and five unaccen-
ted syllables, whereas in pda d with its six accents the distance is one or two unaccented 
syllables. It seems possible that this distribution is intentional.  
 
2.13.13 a   asmabhyam tad, vaso dnya rdhah  aAaAaaaAaAa 
  b   sam arthayasva, bahu te vasavyam /  AaaaaaAaaaS 
  c   indra yac citram, sravasy anu dyn  AaAaAaaAAaA 
  d   brhad vadema, vidathe suvrh //   aAaaaaAaaAa 
 
 The final stanza contains the refrain of the second Mandala, the “seal” of the Grtsamada 
family, and it is to be expected that the melody of this refrain be repeated in the other pdas. The 
study of the refrains of this Mandala (which I cannot present here) shows that in general this is 
the case. However, in this concrete stanza there seems to be no accentual play on the melody of 
the refrain. The only place where we find repetition of the refrain is pda b if we assume that the 
independent svarita S “rhymes” with Aa in the RV. It has usually been assumed that neuters in 
-ya- must be changed into *-ya- (for the material and a discussion of the older literature cf. 
Seebold 1972: 243ff.; see also fn. 1), but it is always better to keep to the original text. The 
whole problem requires further investigation, and accentual repetitions may provide additional 
arguments. 
 
2.14. Tristubh. 
 All stanzas of this hymn (except for the final one) begin with the vocative plural 
adhvaryavah `O Adhvaryus', which functions as a refrain (Aaaa, printed bold below). 
 The first pdas of stanzas 1 and 2, 3 and 4, 8 and 9 have an identical melody. The first 
pda of st. 5 has almost the same melody as st. 3-4 (only the accent of the seventh syllable does 
not match), while the first pdas of st. 6 and 7 also have a similar melody (the accent of the tenth 
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syllable does not match). The melody of the first pdas thus divides the hymn in five parts: st. 1-
2, st. 3-5, st. 6-7, st. 8-9 and st. 10-11. This division is further confirmed by other correspon-
dences within each part. St. 1-2 have the words ptim asya `his drink' in common; st. 3-5 are 
united by the formula yah + NPr. + jaghna `who slayed NPr.' at the end of pda a; st. 6-7 have 
two formulas in common, viz. satam sahasram avapat `he sowed (the earth) with hundred, 
thousand (enemies)' and bharat somam asmai `bring Soma to him!' at the end of pda d; st. 8-9 
have a similar final pda indrya somam ... juhota `pour Soma for Indra!'; and, finally, st. 10-11 
show a common formula prnat indram somebhir `fill Indra with streams of Soma!'. 
 It is further noteworthy that the great majority of pdas begins with an accented syllable, 
viz. 37 of the total of 44. 
 St. 3 shows accumulation of accented syllables (4-7-5-6 accents in a pda). 
 I have indicated all identical sequences of seven accents and more by underlining, but 
pda linking as a poetical device is clearly of minor importance to this hymn.  
 
2.14.1  a   adhvaryavo, bharatendrya somam  AaaaAaAaaAa 
 b   matrebhih, sin~cat madyam andhah /  AaaaaaaAaAa 
 c   km hi vrah, sadam asya ptim   aAAaAAaaaaA 
 d   juhota vrsne, tad id esa vasti //   aAaAaAAaAaa 
2.14.2  a   adhvaryavo, yo apo vavrivmsam  AaaaAaAaaAa 
 b   vrtram jaghna-, -asanyeva vrksam /  aAaAaaAaaaA 
 c   tasm etam, bharata tadvasyam   AaaAaaaaaAa 
 d   esa indro, arhati ptim asya //   aAAaaaaaAaa 
2.14.3  a   adhvaryavo, yo drbhkam jaghna  AaaaAAaaaAa 
 b   yo g udjad, apa hi valam vah /   AAaAaAaAaAA 
 c   tasm etam, antarikse na vtam   AaaAaAaaAAa 
 d   indram somair, ornuta jr na vastraih //  AaAaAaaAAAa 
2.14.4  a   adhvaryavo, ya uranam jaghna   AaaaAAaaaAa 
 b   nava cakhvmsam, navatim ca bhn /  AaaAaaaAaaA 
 c   yo arbudam, ava nc babdhe   AAaaAaaAaaA 
 d   tam indram, somasya bhrthe hinota //  AAaAaaaAaaa 
2.14.5  a   adhvaryavo, yah su v asnam jaghna  AaaaAAAaaAa 
 b   yah susnam, asusam yo viyamsam /  AAaaAaAAaa 
 c   yah piprum, namucim yo rudhikrm  AAaAaaAaaA 
 d   tasm indrya-,-andhaso juhota //   AaAaaAaaaaa 
2.14.6  a   adhvaryavo, yah satam sambarasya  AaaaAaAAaaa 
 b   puro bibheda-,-asmaneva prvh /  AaaAaAaaaaA 
 c   yo varcinah, satam indrah sahasram  AaAaaAAaaAa 
 d   apvapad, bharat somam asmai //  aAaaAaaAaaa 
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2.14.7  a   adhvaryavo, yah satam  sahasram  AaaaAaAAaAa 
 b   bhmy upasthe, (a)vapaj jaghanvn /  AaaAaAaaaaA 
 c   kutsasyyor, atithigvasya vrn   AaaAaaaAaaA 
 d   niy vrnag, bharat somam asmai //  AAaaAaaAaaa 
2.14.8  a   adhvaryavo, yan narah kmaydhve  AaaaAaaaAaa 
 b   srust vahanto, nasath tad indre /  aAAaaaaaAAa 
 c   gabhastiptam, bharata srutya-   AaaaaaaaaAa 
 d   -indrya somam, yajyavo juhota //  AaaAaaaaaaa 
2.14.9  a   adhvaryavah, kartan srustim asmai  AaaaAaaaAaa 
 b   vane niptam, vana un nayadhvam /  AaAaaAaAaaa 
 c   jusno hastyam, abhi vvase va   aaAAaaAaaaa 
 d   indrya somam, madiram juhota //  AaaAaaaAaaa    
2.14.10a   adhvaryavah, payasodhar yath goh  AaaaAaAaAaA 
 b   somebhir m, prnat bhojam indram /  AaaaaaaaAAa 
 c   vedham asya, nibhrtam ma etad   AaAaaAaaaaA 
 d   ditsantam bhyo, yajatas ciketa //   AaaAaaaAaaa 
2.14.11a   adhvaryavo, yo diviyasya vasvo   AaaaAaaAaAa 
 b   yah prthivasya, ksamiyasya rj /  AAaaaAaaaAa 
 c   tam rdaram na, prinat yavena-   AAaaAaaaAaa 
 d   -indram somebhis, tad apo vo astu //  AaAaaAAaaaa 
[2.14.12 = 2.13.13] 
 
2.15. Tristubh. 
 The hymn proper contains nine stanzas. Stanza 10 is also found at the end of hymns 11 
and 16-20 and is thus characteristic of Indra-hymns of the second Mandala. For repetitions of the 
parts of the Grtsamada refrain in other pdas see the comments on 2.13.13 above. 
 The refrain of hymn 2.15, somasya t, mada indras cakra `being intoxicated by Soma, 
Indra performed these (deeds)', appears for the first time in the second stanza, but already in the 
first stanza its melody is hinted at. The refrain fills the whole pda, and it certainly is hardly 
possible to frequently repeat the complete refrain. It seems that the melody of the refrain is 
divided into two parts, AaaA before the caesura (printed bold) and AaAaaaa after the caesura 
(printed bold and in italics). The first part of this melody (AaaA) starts st. 3-7 and 9. The melody 
of the whole refrain is repeated only in st. 5, exactly in the middle of the hymn, which is a 
marked position (cf. Toporov 1981: 235). 
 Another typical feature of this hymn are long sequences of unaccented syllables, 
especially in pdas b and c. 
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2.15.1  a   pra gh nu v asya, mahato mahni  AaAaaaaAaAa 
 b   saty satyasya, karanni vocam /  aAaAaAaaaaa 
 c   trikadrukesuv, apibat sutasya-  AaaaaaaaaAa 
 d   -asya made, ahim indro jaghna // aAAaAaAaaaa 
2.15.2  a   avamse dym, astabhyad brhantam aaAAaaaaaAa 
 b    rodas, aprnad antariksam /  AAaaaaaaAaa 
 c   sa dhrayat, prthivm paprathac ca AaaaaaAaAaa 
 d   somasya t, mada indras cakra // AaaAAaAaaaa 
2.15.3  a   sadmeva prco, vi mimya mnair AaaAaAaaaAa 
 b   vajrena khniy, atrnan nadnm /  AaaAaaaaaAa 
 c   vrthsrjat, pathibhir drghaythaih AaaaaAaaaaA 
 d   somasya t, mada indras cakra // AaaAAaAaaaa   
2.15.4  a   sa pravolhrn, parigaty dabhter  AaaAaaAaaAa 
 b   visvam adhg, yudham iddhe agnau / AaaaAaaaAaA 
 c   sam gobhir asvair, asrjad rathebhih AAaAaaaaAaa 
 d   somasya t, mada indras cakra // AaaAAaAaaaa 
2.15.5  a   sa m mahm, dhunim etor aramnt AaaAAaAaaaa 
 b   so asntrn, aprayat suvasti /  AaaAaaaaaaA 
 c   ta utsnya, rayim abhi pra tasthuh AaAaaAaAAaa 
 d   somasya t, mada indras cakra // AaaAAaAaaaa 
2.15.6  a   sodan~cam sindhum, arinn mahitv AaaAaaaaaaA 
 b   vajrenna, usasah sam pipesa /  AaAaaAaAaaa 
 c   ajavaso, javinbhir vivrscan  aaAaaAaaaaA 
 d   somasya t, mada indras cakra // AaaAAaAaaaa 
2.15.7  a   sa viduvm, apagoham kannm  AaaAaaaAaAa 
 b   vir bhavann, ud atisthat parvrk / aAAaAaaaaaA 
 c   prati srona, sthd viy anag acasta  AaaAaAaAaaa 
 d   somasya t, mada indras cakra // AaaAAaAaaaa 
2.15.8  a   bhinad valam, angirobhir grnno  aAaAAaaaaaA 
 b   vi parvatasya, drmhitniy airat /  AAaaaaaAaaa 
 c   rinag rodhmsi, krtrimniy esm  aAAaaaAaaaa 
 d   somasya t mada, indras cakra // AaaAAaAaaaa 
2.15.9  a   svapnenbhyupy, cumurim dhunim ca AaaAaAaaAaa 
 b   jaghantha dasyam, pra dabhtim vah / aAaAaAaAaaa 
 c   rambh cid atra, vivide hiranyam  aAaAaaaaAaa 
 d   somasya t, mada indras cakra // AaaAAaAaaaa 
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[2.15.10a  nnam s te, prati varam jaritre  aAAaAaAaaaA 
 b   duhyad indra, daksin maghon /  aaAaaAaaaAa 
 c   siks stotrbhyo, mti dhag bhago no AaaAaAaaAaa 
 d   brhad vadema, vidathe suvrh //  aAaaaaAaaAa] 
 
7. CONCLUSIONS. 
 This short survey is a first attempt to analyze and classify the ways in which the poets of 
the Rgveda made use of the accentual contour. Even on the basis of a limited corpus (all 
examples are taken from the second Mandala, which is the shortest Mandala in the RV) it can 
satisfactorily be shown that the poets used the accentual contour on a large scale: as a device for 
linking pdas, hemistichs and stanzas, as a device for emphasizing various repetitions and the 
refrain, as rhyme, as an anagram, etc. We may thus conclude that this “play” on accents was an 
essential element of the poetical technique of the Vedic bards. 
 Accentual sequences can further provide important information for metrical problems. 
For instance, if we cannot choose between two metrical solutions, repetition of a melody can 
serve as an argument in favour of one of the alternatives. It is possible that sometimes the 
metrical requirements became subordinate to an accentual device, which may explain several 
instances of metrical “roughness”. We have also seen that investigation of accentual patterns 
may throw new light on the precise realization of accents in the Vedic times: the problem of the 
independent svarita in the RV may be solved in this way. 
 In the future it will be interesting to look at the accentual patterns in the Greek poetical 
tradition. If it appears that the Greek poets used the accentual contour as a poetical device (and 
from a few samples I took from Homer this indeed seems likely), further investigation may open 
up a new page in the study of Proto-Indo-European poetics.  
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